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DARA BIRNBAUM

"KISS THE GIRLS: MAKE THEM CRY" (1980):
SALON/MAG AZ'INE7GALLE!I-1'

Three Contexts/Installations:
"manipulated heroines as our heroin®

"esoconstructed from the ridiculous but subliminally significant
Vocabulary of Jjunky TV shows and disco hits. Blimbaum's tapes
emerge from the commercial video and record 1dioms with 1ittle
art-world overlay. Yet because they probe so deeply into the
semiotics of TV and Top 40, they end up being better art than
any artist’'s video tape I've seen in some time,*

(Jeffrey Deitch, Art In America)

THE INSTITUTE FOR ART AND URBAN URCES, IN 1s
The gallery space 1s used to house;pmtaothsolate the work
for/from the public, "Isolated, the female performers take
on the presence of poster idols. They are edited to a floor
thumping, punk/disco beat. Originally presented in stereo
video, the plece now appears as a 16mm film," (Wooster, The

Village Voice) The sound (LOUD) issues from the space -
directing the viewer toward it,

FE M INE:
he writing speaks of TV as the magazine layout relates to

the printed page and film. The work ultimately relates to
film structure as well as video/television, The single page
relates to 'film still'; the movement of pages relates to
flip book',

H HAIR INC,, SALON IFFURE:

A commerclal store at street level - embedded in Soho, the
artists' community, The work is housed/protected; yet exposed
to/for the public, The . image is set into jJuxtaposition with
'street 1ife' and the store's activity (the transformation of
women through physlcal change), The "floor thumping, punk/
disco beat™ 1s directed out to the street through exterior
grill work, The public is called upon to view - both the work
and the activities encompassed within the space,

o S THE GIRLS: MAKE THEM CRY" exists as both video and kinoscope,
?Egguently, gﬁ_e kinoscope will be used to replace an original instale
latien of video, The film furthers the iconic flatness of the
images through size, color, and mono sound., The fllm is made to
juxtapose the original video images :

y ’arqi sts deal with-one medlum or the other, When you
add ries, | leditm’ g manipulated tendencie
ned, Afid néw insights dévelopsW(Inte
skly News{ Januaxy 6,-197%)
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Anthony McCall

The drawings in the Clocktower exhibition were done during the
making of the 1974 film "Four Projected Movements". This was

one of six solid light films made between 1973 and 1975, which
included the more widely exhibited work "Line Describing A Cong"
four Projected Movements was shown 8 in New York at the Collective
for Living Cinema and the Museum of Modern Art,

Formally related to minimal sculpture, the films treated the
projected beam of light as a non-referential, space-8ccupying
physical presence, rather than as merely that which carried
coded information agcross a space to the screen., They attempted
to set up an active role for the spectator, whecse views of the
film were determined by how they moved around the slowly
turning, three-dimensional forms.

Behind each of these films was the assumption that a spectator
free to choose a position from which to observe, existed in a
less passive relationship to the event thab would a viewer of

a movie, a guestionable assumption, since it ignores the
enormous ly complex work a spectator does in making meaning out
of conventionally projected sounds and images. It also overlooks
the fact that to a large extent, the cultural meaning ({though
not necessarily the pleasure or the gquality) of abstract work

is predetermined by the context within which it appears.

This series was ccompleted in 1975 with "Long Film for Ambient
Light", an installation at the Idea Warehouse on Reade Street.

Subsequently I have made two films:

1978
The first, "Argument" (l6mm, 90 mbnute;& was made with Andrew
Tyndall. Here, "Fashion photographs are used as a starting point
for a political investigation of news, advertising, and images
$A3%RhetMA% of masculinity in the mass media. The film attempts to
define the ideological function of avant-garde artists/filmmakers and
their work, and raises crucial gquestions of radical film practice.
Argument explicitly examines problems of the film text and its
reading: relationships between sound/text/image and filmmaker/
critic/audience."

The second, "Sigmund Freud's Dora" (l6émm, 40 minutes, 1979),

made with Claire Pajaczkowska, Andrew Tyndall and Jane Weinstock,

will be showing next at Bleeker Street Cinema on May 5. It

attempts a reading of a famous and problemmatic case history of

Freud's, at the same time as exploring the way certain narrative
cecnventions in cinema construct a specific psychological and ideolegical
position for the spectator.

Andrew Tyndall and myself are currently working on another’

90 minute film, PESERERIThENSTRRNN
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Pesca psion

FOR FILM AS INSTALLATION SHOW:
CARLA LISS

DOVECOTE is a four wall film installation. It recreates the
filmmaker's Visionary experience of this dovecote located on
a lay line in the English countryside. The dovecote seemed to
be & secret cathedral with its svched windows, ite mysterious
planet shaped ceiling, a place embodying peace and spirit.

The soumdtrack is the hypnotic sound of cooing doves end the
sharp flapping/clapving of their wings as they fly through the
the space (recorded on location).

Each of these blowups is one frame from each of the four film

walls. In the originel installation each of the four rectangulsr
film images is projected on each of the four walls of a rectangular |
room with the audience arranged in a ciroular configuration in the
center of that room. The spatial arrangemnent in the room parallels
the circuler image, predominant in vhe £ilm, which is contained
within the rectangular film frame.
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LEAvsko £y,

X
Lee fete ooy 2
The dmphitheater -[ Film and soundJi’.ﬁm, 1978. "¢W”6}=2o Péo/o

.

The Amphitheater (tﬁe key pit inside the typewriter) is a work about

languaye , and three main elements are besms presented simultaneously;
the written text, the spoken text

and the single image. The written text, a dwelling, a construction

made of book pages and built in eleven gollapsible ;?_arts, each addressing

Hr—mEseest the idea that language eventually results: 8 an architectural

formation. The spoken text, a choral recit ation of philosophical

texts on rhecsemergence language and the invention of wrtting)whe‘.-eh

ceX -wms recorded using electronic deviges

(M
so that when played through earphones it resounds in different_w&a‘p\

o) £yl
f=the~head. The single image, a film wemsge of the 4@#¢ moon, omni-

present image and reflection of our own planet, a projection in the dark
sky KMKKX probably having something to do with representation, the in-

vention of film, and of writing.
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m%f/

| B¥W plboto Lows

The City - Film and sound installation for two projectors, 1980. I
EXROOH08GENK  Two film images are projected on a zig zag

1 0
screen: XKIOWINGKX so that the viewer can see each/ separaté, image )

or the two images simultaneously. The images are scenes from The
City, a film about Ne® York, structured as a day, from sunrise to
sundown, shot with variable speed cameras in many locations

throughout the city. ke Two constructions in the viewing

2
¥XX room XXHENMKEIEEX display texts gm citiesXOROGEK and the

idealism of modern art wdsish attempt%to shape reality.
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DAVIL LAXTON !

S plEeES WiTH THE BEZoW Dimepisions
PRAWINGS MOUNTED ON MUSEVN BOARD.

— 1§ ————
.I.__.-—-'” e o '

/
5 SEPL, RATE Plezkz wiTH
THESE DIPIHENS/ONS .
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THE FILM CONS/STS. OF A VERTICAL
360" PAN BF My STUDID ConrRIniVE
AV ARRANGEMENT OF CLIECTL

THE Fitm wWAS PROIGETED /'

THE CONFIGURATION BELOW,
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HOUSE IN ROOM 555 unran e

SEQUENCE OF FILM (1w WEgarivE)

EILM TO BE SHOWN i SPACE
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FILM [NSTALLATION  197¢

FOUR SCREEN Fillds s
A REConsTRUCTION 0F My . / ’

STVOIO AT 3343 DkiGHT ST
SAN OIEGO on 73E FREE STAND-
NE SCREEWS S&ew BELow,

EACH CONSTRUCTED SCREEN
CONTAINS ACTIVITIES THAT
DESCRIBE THE STvoio SPACE

SCREEN % - H Perrpemer.
PANS THE SPACE Feoam A
STATIC POSiTION wiTH A MigRGE.

SCRE®r #2 = THE HARDRYSE.
IEEN Jar THE MIRROR ON SCREEN
"1 /5 SE€x IN A STATIC Posgron
REFLECTING THE ACTYyrr€s ov
SCREEN %3,

SCREEN 3 ~ 4 Perroemsn
MOVES LIGHTS AMD CONCRETE
BLOCKS FROm BEHING A Crime
PLASTIC CURTAIN TO An AL~
ACENT WALL OFF SCREEN .
&3 SCREEN *4 — A Prerpesmee.
RRIES HE Action Feom
SCREEN "3 70 THE AtUACENT
SCRrEN M4

4.
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Movie Theater and Film as Installation

1. The movie theater is a standardized installation with the
purpose of absorbine the viewer in the illusionistic space of the
fila image.,

2, The film as installation is a uniuely designed space with

the purpose of objectifying the film image.

3« The film scrsen is the barrier between the filmed scene and the
viewing space. It is an object that becomes an illusion,

4, Movement of the viewer through the installation space is usually

essential ‘o the experience, In contrast, the movie theater arrange=-
ment  keeps the viewer in a static position in order to minimize
the awareness of ones physical presence,
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From Michael Harvey
Attention Leandro Katz
Description of film for catalogue,press release or whatever:

SR ROSA 1974

Woman, Susan Brockman. Camera, Mark Obenhaus.
16 mm Color, sound, 12 minutes

A woman in a red dress, red hat and red shoes
sits in a red chair. On the floor a red carnet.
The wall behind her is red as are the flowers
and wine on the table beside her. The painting
on the wall is Matisse's '""Harmony in Red".

The hour is sunset. An intense:rettangle of
light is reflecting on the wall at the extreme
right. Throughout the film tlHe reflected light
moves, almost imperceptably, across the wall
accompanied by Hollvwood 'thriller' music which
punctuétes the woman's mysterious ruminations
on redness.
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N STHCATIVN, MW STRUCTII7S S .

for Ikon Gallery, Birmingham, Britain, 1980.

7
for "Enclosures for Conventional Habits", W%ﬁ’(’g

Walter Phillips Gallery, Banff, Canada, 1980

-?azszg
for "Enclosures for Conventional Habits", Ab?{
Walter Phillips Gallery, Banff, Canada, 1980 ﬁ"‘\%

from "Reflection on Absent Abstractions"

Film Installation, John Gibson Gellery,
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CHECK LIST

The Institute for Art and Urban Resources, Inc.
THE CLOCKTOWER

108 Leonard Street
New York, New York 10023

March 19 - April 12, 1980
Opening:  March 19, 1980 6-8 P.M.
Hours: Wednesday - Saturday, 1-6 P.M.

JACK ROTH
Ramapo Paintings

1. Dioscuri
(two panels)
90" x 80"
1979

I1 Faut
90" x 238"
1978

Just Another Dog II
90" xis®
1978

Lear

(five panels)
90" x 174"
1978

A1l Yellow Dyes
90" x 190"
1978
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"Fipn installation" as a term is a key to fully understanding the film
rn@dlu:p as opposed to accepting as a priori the implications of the original
film installation, the theatre setting.

If percepts could be separated into categories of entities which demonstrate
concrete, temporal existence outside of the mind and entities which establish
their existence inside the mind, it should be cbvious that traditional cinema
exists exclusively within the mind. Film has been no more a visual medium (in
the sense of painting and sculpture) than literature.

On the other hand it may be suggested that film (and literature as well) is
in fact a visual medium.

This dichotomy may be advanced one remove by inverting the process of percept-
ion involved in experiencing film to draw an analogy between the process of
film's presentation and it's perception. The distinction between film as
substance and it's conversion to image-on-screen is at once obvious and in
some sense nysterious. Mysterious not of course in a mechanical way but in the
sense that the projector is an analogue for the mind and film (is) something
that somehow exists in the mind but exists there in a way that is ambiguous
and unclear.

In the process of inversion, the projected image serves as the hinge or the
division line between the top and bottom of the equation.

Removing the division line (the projected image) in no way affects either side
of the equation when considered independent of the other.

ONE OR TWO WOMEN WHO ARE IN MY MIND is a film installation with projected image

and is concerned with the inversion of that process.

»A/im ETHICAL PROPOSITIONS is a film installation without projected image.

William Childress
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33 Second Avenue
New York, NY 10003

April 10th, 1980

Mary Sweeny

The Institute of Art & Urban Resources - P.S.l.
46=-01 21lst Street

Long Island City, NY 11101

Dear Mary Sweeny:

Here is the final revision of the title for my piece

in the "Film as Installation” show:

LOOSE CORNER

A comedy of sabotag.

(A work in progress)

1 hope you were able to locate my contract, If not, please

send me another. Thanks very much.

Best wishes,

Anita Thacher

.
it pn
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33 Second Ave,
New York, N.Y.
April 7, 1980

%’ngtitute for Art and Urbran Resources Inc.
. . l

46-01 21st st,
Long Island City, N.Y. 11101

Dear Mary Sweeny,

Here are the final dimensions of my work for Film as Installa-

tion at the Clocktower,

Three panels 44"X32" each mounted 4" apart at eyelevel,

L1
L‘"-___'—_J_.‘

Lo 5 L 1 ,
Please add to my statement next to the title ii—ss—m———iies

t==siw- in parenthesés and smaller print if possible, the

following: (a work in progress)

Thank you.

Sincerely,

Lt ‘/ 4

Anita Thacher
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LOOSE CORNER

A comedy of sabotage.

The image of 2 white corner of a room is projected onto a

screen placed in an! “existing white corner so that the

film image is congruent with the physical space.

Subjects and objects appear in the corner film in altered
and unaltered states, massacring our assumptions and

liberating our perceptual beliefs,

Anita Thacher
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THE REMAINDER OF THIS PUBLICATION HAS NOT BEEN SCANNED.
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NAXKER

WALKER ART CENTER Installation
Minneapolis, Minnesota
Sevtember 29, 1979- November 11, 1979

5. 20' x 24' canvas screens mounted 4'
apart, 1' above ground level, East
wall.

—» 5_ Bell & Howell 300 16mm ptojectors w/ ~=
sound. 3/4" 1.6 lens.

Sound film loovs of two different oil
wells projected from dusk until mid-
night. Each well having a unique
form and sound.
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ARTPARK Installation
Lewiston, New York
July 15, 1978- August 15, 1978

4- 16' x 20' wooden structures placed
2500 x 759

k- Eiki Zenon 16mm projectors w/ sound
2" fi1.6 lens.

Phase I: Sound film loops of four
different oil wells projected from
dusk until midnight. Each well having
a2 unique form and sound.

Phase II: 16 x 20 painted proportionately
on all four screens.y Nearest screen
— (150*' from road) has 3' numbers, —=
Farthest screen (225' from road) has
4.5' numbers.yx From center point on
road all numbers appear to be the same
size while relative screen size appears

to differ. -J—'A” €< R c
JAMES REnuinig
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"Self Portrait as Bacchus Abusing Ready Kilowatt"

Igour drawings illustrating a proposal for the installation of

100 16mm sound and image 100D Projections. Sieediour—trer sl
1. an overhead view/floorplan.

2. a 3/4 view of the projector placement.

5. a drawing of the left wall - fifty images of Bacchus laughing.

4, a drawing of the right wall - fifty images of Ready Kilowatt
being abused.

345"

The drawings should be mounted under glass = four pleces cut to
the above dimenslons.

John Knecht ”/)MHHH\\\

165 Church St.
NYC, 10007
267-5227
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(RrouEeT ; BREM-EC6P
'The Choice (To Unite with the Power)®,
THE PEOPLE'S HOUSE.
Time: 40 seconds.

FROPOSED DATE: June 1980,

FROPOSAL SITE: F.A.R., Los Angeles, California.

Left: Film loop is to be projected full
frame onto an 8'x10' rear screen.

Right: House Prop is internally lit in

a black set., The lights for the prop

are set on timers to 'high-lite' intervals
of the 40 second loop.

Percussion track accompaniment.

'The Choice.....' was first conceived as a film loop, an
endless repeat of 'offer, threat', and disappearance'.
Standing in opposition to the dissolwve of the house in
the prejeetion, I felt the presence of an internally 1lit

house.
'The Choice...' (as footage) was later chosem to be the

final episode of a film in progress called !
House '.
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CLOCKTOWER

James Carpenter

Project:

SHRAPNEL / COLUMNAR

Chuoh

e
As plan views alternate between the subterﬁ%ﬁian and the celestial
pPerspectives, delineations form which plant the individual in the

center of a confluence of strengths.
fluence generates a rising and subsid

The turbulence of this con-
ing vortex of focus. As the

Structure is collapsing and expanding within its own location,
attention is drawn to the designation of a particular site. The
shrapnel is in fact the remnant connotation of this confluence.
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Fread. - shll  photography cre-
atelahe lusion of movement and ap-
proaches the expressive possibilites of
film. whereas the 21 arlists who partici-
pated n “Film as Installation,” curated
by Leandro Katz, planned instaliation
projects thal ulilize him but function
within  threa-dimens 3 space, 1nus
explonng the oppo cinema 1o
/as not con-
cewed as a gathe 0 allation
warks per se, but rather as a showcase
lor docu in and project proj

sculpture The exivbit

als Itnch a vanely ol mad

phatograp working notes, diagrams

wrillen statements, three-d

models and drawings Like th
ded i “Systemniine

these lilmmak

haghily ¢ onceplual premis

planned projects thal allowed these in-
eclual ideas and/or questions to take
al form. Although the exhibition was
ven inaualty, it contained a number
otintnguing works that sic nificantly ex-

tend the normal boundaries of film
In spite of the diversity, two dominant
s recunred throughoul and often
overlapped: almost all ol the projects on
Aew examined either the essential na

of film's illusionistic
the medi
onal space

10 wWorks (o

on Matis

Javid Hax!

nscrip altextc
( ein's word games
ained one alphabe
: was pro-
walls of a room. The
sting of Katz's two installa
d The City, ct
ensional screen cons
to allow two projected films of New York
City to be visually intercut and simulta
neously viewed (like a durational ver-
sion of Hermina Freed's works). This
screen was juxtaposed with two "text
displaying |
boul cilies a 1 iealism of

on the

1si15ted of a

modern art. James

hand, chose to explore the ¢

in Shrag
volving eight
aqges ol Greek
the floor. in an arrangement that ref
duces th
Greek ler
lons  we WCCOI
1 the |
periods
same sile. They were thi
within a temporal pe
ing the transien! nalure ol ime
Those artisis who examined he rala
tionship of film 1o three-dimensional
space were equally divers liecd in their
ams and tormal walization Anita
Thacher worked lo "sabotage” him's

r'ﬁ"” ol 191 (Sep!

trompe oed lllusiomism N a work-in-
progress entitled Loose Corner by pro-
jecling animage of awhile corneronlo a
screen in an existing white corner; she
then paraded subjects and objects
through this ambiguous “sel,” altening
Iheir sizes and spatial relationships. An-
thony McCall treated film's projected
beam of light as a "non-referential
space-occupying physical presence
and used it lo create Four Projected
Movements, sculptures-in-space that
were formally related to those of the
Minimal artists of the '60s. Bill Lund
berg’'s humorous "sculptural fims’
were more narral nintent m-
ber of screens In e shape of
portrait b 're constructed and
placed ir ents on the floor so
that filme ments gepicting 1s C
could be projected upon them

led image
emed to be
These
5 On pro

k. and in the middie of
s Dara Birnbaum examined
the ways in which lelevision imagery

> : Jes, is altered

nlexis

Minneapc
of her vid

2 ry, a slore window and a maga-
zine page. And one of Roger Welch's
pieces an elaborate installation in
corporating tilm,_ video and audio tapes
that explored the relationship of media
star O.J. Simpson to spectators, who

2 Cles ition and the source
xd public persona
jrams and projects on
Clocklower were com
flicult to understand on first
panying handout
conlaimng arhisls slatements was ex
tremely helpful Leandro Katz 3 wise
realize that the ¢ aptual

nings of the works nee

grasp t
manner thal ess denied
hall ol their raiso Concept-on
anted works are aboul the relationship

of visual matenal and weas By exhitnt

&1 it W I

ing them as wvisually comprehensibie
objects Siegeftuch, fike many contem-
porary curators, seemed o be hedging
on the avant-garde postion he es-
pouses by tnang to it these unconven-
lional works inlo a “retinal, " and there-
fore more marketable, mold
Duchamp maintained that his “Large
Glass" should be viewed with tus Nores
and Projects in hand, “like a Sears
Roebuck catalogue™—and in case no
cne's noticed, the Philadelphia Muse-
um of Art has not taken his advice. Let's
not allow the concept artists of the 805
10 be co-opted in the same way Lnless
these works are accepted on their own
terms. they will never gain the under-
standing. or the impetance. that they
aeserve

—SHELLEY RICE
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Freeds stil photography  cre-
-ates the illusion of movement and ap-
proaches the expressive possibilities of
film, whereas the 21 artists who partici-
pated in “Film as Installation,” curated
by Leandro Kalz, planned installation
projects thal utilize film but function
within three-dimensional space, thus
exploring the opposition of cinema to
sculplure. The exhibition was not con
ceived as a gathering of installation
works per se, but rather as a showcase
tor documentation and project propos-
als. ltincluded a variety of mediums
pholographs, working notes diagrams
written stalements, three-dimensional
models and drawings. Like the artists
Included in “System/nquiry/Transla
tion" these filmmakers stanted from
highly conceptual premises. and

planned projects that allowed these in-
tellectual ideas and/or questions to lake
visual form. Aithough the exhibition was
uneveninquality. it contained a number
ol inlriguing works that significantly ex
lend the normal boundaries of film

In spite of the diversily, twa dominant
them 2 z [

Among the
1nNg w 5 10 explare this
Michael Har

> In House
string to

n perfecl perspective, a he
oom. Then, as film recorded
he cut the string piece by

ne whole rel

like Wilkam Chilg

between the vocabulary of film and of
written language. Childress produceda
filrm ) that transcribes a text derived
L word games The
loop contained one alphabet
ter of this text per frame. an
teg across the walls of a ro
) of Katz's tw
entitled The Cily, cons f a
three-dimensional screen constructed
to allow two projected films of New York
City to be visually intercut and simulla-
neously viewed (like a durational ver
nof Hermine Freed's works). This
was |uxtaposed with two “lex!
tures” displaying theoretical t
5 about citres and the ide
modern arl. James Carpenter
ar hand, chose lo explore the

ections between film time an

spinning
olumns positionad «
in arrangement thal repro
actual layoul of ar
These “spinning”’ projec
wccompanied by written
» plans of temples lromn
varous per that had existed on the
same sile. They were thus anchored
within a temporal perspective empha
sizing the transient nature ol time
Those artists who examined the rela
fionship of film to three dimensional
space were equally diversilied In thew
aims and flormal realizalions.  Anita
Thacher worked to “sabolage” lilm's

A Trodum 142

tfrompe l'oeil lusionism in a work-in-
progress entitled Loose Corner by pro-
jecting animage of a white cornes onto a
screen In an existing white she
then paraded subjects ..y cbjects
through this ambiguous “set,” altering
their sizes and spatial relationships. An-
theny McCall treated film's projected
beam of light as a “non-referential
space-occupying physical presenc
and used it to creale Four Projectec
Movements, sculplures-in-space that
were formally ated to those of the
Minimal artists of the ‘60s Bill Lund-
berg's humorous “sculptural films
WEre more narrative in intention: a num-
ber of screens, cut In the shape of
portrail b werg constructed and
aced in arrangements on the floor so
ed segmenls depicting talking
heads could be projected upon them
These sculpted images were accompa-
nied by audio tapes that seemed to be
emanating from the “"heads." These
"people” recited monologues on pro-
found subjects like “Fallure
James Benning. whose work alten
with the American landscape
ed films of working oil wells onto
creens in Artpark, and in the middle of
eapolis Dara Birnbaum examined
the ways in which television imagery,
the subject of her videotapes, is altered
when viewed in three different contexts
a gallery, a store window and a maga
zine page. And one ol Roger Welch's
igces was an elaborate installation in-
ting fiim, video and audio tapes
that expl e relationship of media
star O.J. & son o spectators, who
are both the deslination and the source
wblic persona
Many of the diagrams and projects on
the walls at The Clocklower were com
0 understand on first

ol his projecle

plex and
viewing. so an accompanying handout
contaming arhisis slalements was ex
Iremely helplul. Leandro Kalz was wise
enough to realize thal the conceptual
underpinnings of the works needed o
be made explicit if mosl speclators
were lo understand theirimplications. In
d more perceplive

nsible—.curalor than

System/Inquiry

ne or wo excep

5. presented complex, concapt-or
works withoul explanalion, This
not only made the show dilticull to
qrasp —it also presanted the works in a
manner thi ssentially denied hem
hall of their raison d'étre Concepl-ori-
ented works are abaut the relationship

of visual matanal and ideas. By exhibil

ing them as wvisually comprehensible
objects Siegeltuch. like many contem=
porary curators. seemed fo be hedging
on the avant-garde position he es-
pouses by Irying to fit these unconven-
lonat works inlo a “retinal,” and there-
fore more marketabie, moid

Duchamp maintained that his “Large
Glass" should be viewed with his Notes
and Projects in hand. "like a Sears
Roebuck catalogue’—and n case no
one’s noticed. the Philadeiphia Muse-
um of Art has not taken his advice, Let's
not allow the concept artists of the BOs
'o be co-opled in the same way Linless
these works are accepted on their own
terms. they will never gain the under-
standing, or the importance, that they
deserve

—SHELLEY RICE




